The theatrical medium posits itself as a powerful metaphor through which we can imaginatively explore the drama of the individual subject; 1 enmeshing actors who anatomize the enculturated signs of character, as well as the audience who must decode these, in a liquid process of constructing and deconstructing 'realities'. Through this interaction we try to make sense of the flux of experience, though our modes of 'making sense' may vary greatly, not only between the ways that the socially-situated individual may construct selfhood different from others, but also in the ways that the same individual might be compelled by theatre to contemplate him/herself in altered temporal and spatial positionings. 2 In the early modern period, as a new malleable self-consciousness emerged to challenge the 'conventional signposts of social and individual identity', dramatists explored the potency and limitations of the medium, converting the playhouse into a laboratory for the interrogation of interlocking subjective and objective worlds. 3 In particular, the Renaissance stage corporealized the duality of inner self and public role, paradoxically enacting the fixation of character while 1 The idea of theatre as a metaphor has been investigated from many and various perspectives. See, for instance, as relevant to my argument, Kent T. Van den Berg's exploration of the treatment of performance as a metaphor in a thoughtful analysis of the poetics of theatrical space (wherein the playhouse operates as architectural emblem); Playhouse and Cosmos: Shakespearean Theater As Metaphor (London/Toronto: Associated Universities Presses, 1985).
overarching, unifying, reality, but this reconstruction of collective identity is no less (or more) fragile than the performances of individual selfhood of which it is constituted.
For instance, I would argue the following regarding the theatre of the Spanish Baroque: it is appropriate to think about characterization in terms of provisional performances of subjectivity (against the still prevailing reliance on stock characters as pre-constructed and superimposed 'signposts'); that it is pertinent to consider the reiterated signs of comedia (take 'mujer' as an example), as not only constitutive of reality, but often pointing to a reconfiguration of dominant epistemological truths and societal norms; that we should be sensitive to emulative strategies of non-identical repetition that at once sustain analogy (the leitmotif of 'Renaissance') and yet seem to fracture the univocal; and, finally, that we can approach these plays through a blending of the poetic (with attention to centripetal motion) and the performative (centrifugal) without conjuring away mimetic or referential interpretation. Within this paradigm, the Baroque play will still emerge as an Aristotelian 'espejo', a metaphor Lope de Vega was fond of exploiting, but one that projects a shimmering composite image of shadow and future selves, thereby containing something of an allegorical flow and of Platonic recollection within it. 9 Moreover, it is my contention that reconciliation of these perceived contradictions is enabled by a critical synthesis (a blending of inscription and transcription) that not only closes the gap between text (where text is écriture and also the shared ideological script) and theatricality, but which also draws attention to the generative and potentially transcendent nature of their interference.
Some years ago, in a study of performative metaphor, Hubert defined drama as 'a fugal interplay between illusion and elusion', pointing to two principal cleavages between mimesis and performance (illusion) and between a character's assigned part and actual performance (the deferral or suspension inherent in elusion). 10 In an earlier study by the same author, Hamlet's delay in killing his father had been cited as a prime example of the latter: 'a star performer, dissatisfied with his assignment, who reluctantly consents to participate in the action, but only on his own terms'. 11 I do not espouse Hubert's somewhat narrow appreciation of what he calls the 'sociological method', a prejudice that emerges very forcefully in an article cowritten with Franco Tonelli in which they allow for the emergence of world view as theatrical presence only in those 'very exceptional' instances of 'artists who are consciously at odds with the establishment'. 12 Rather, I would contend, that all knowledge and imagination are socially situated, and while each category of character draws on its own discursive ontological basis (and is created around shared traits, including gender, socio-economic class, ethnicity), that in the participatory space of theatrical performance, identities are constructed, authorized and contested in relation to each other and to the audience as a crucial third party in the interaction. 13 'World view' should be privileged, therefore, in our thinking about the 'presence' that is at play in theatre as a complex concept that encompasses narratives of personal and collective memories, lending cognitive, imaginative and affective endorsement or denial to the dramatic action as it unfolds. However, notwithstanding this departure from Hubert and Tonelli, the illusion/elusion argument they advance is located very insightfully within a theory of 'double movement', formulated as a shift from inscription (the text) to transcription (interpretive performance), 14 that is flexible enough as a paradigm to be usefully opened out and reformulated in order to embrace the complex, myriad movements that characterize comedia. In the adapted schema I propose here, 'inscription' refers not just to the text that generates the performance, but also to the socio-political pre-texts and literary intertexts inscribed within it, non-identically 'repeated' and therefore constitutively fluid, bearing and receiving new disclosures and refining existing identities; while 'transcription' points to the unfolding spectacle and the potential for transcendence inherent in the extravagant excesses produced by the self- referential codes of the text. 15 The latter includes explicit forms such as the play within the play, cross-dressing or role assumption, but is manifest also through over-determined linguistic patterning (e.g. insistent metaphorical configurations), the rupturing interventions of 'apartes' and the elaborate staging that in the Baroque period were especially characteristic of the comedia de santos and the highly spectacular comedia de apariencias. * * * * * My focus in this article is on Ana Caro's play, El conde Partinuplés, as demonstrative of the potential of this synthesizing approach to illuminate the issues outlined above, and also to accommodate the key strands of critical enquiry that have governed the play's reception to date. 16 The objective is to move beyond these, to break out of the circularity that persists (e.g. the constant coming back round to the unsettling marriage-closure formula of the dénouement) and to reformulate the questions that have been asked of the material; to suggest, moreover, that if we have problems with the depiction of characters who are given unconventional platforms from which to speak, then perhaps there remains some inadequacy in the concept of 'character' as we understand it for comedia and that we should be encouraged to confront that. A case in point is the 'mujer esquiva', a character type defined by McKendrick as a variation on (and most significant manifestation of) the 'mujer varonil'. 17 She is central to the plot and themes of Golden-Age drama because in her refusal to marry she rebels not against the unjust conventions of patriarchal society, but against the natural order of the world 15 The synthesizing approach I propose here should mitigate against the risk that Van den Berg identified in metacriticism which he positioned at the extreme end of theatrical criticism: 'for even when the metaplay is considered as a text for performance, it is perceived as a "closed system" that converts its relations to actors and audience, as well as to the ostensible subjects and themes, into aspects of its reflexive relation to itself' (Playhouse and Cosmos, 15).
16 El conde Partinuplés (first published in 1653, composition date disputed) is one of only two extant plays written by the poet/dramatist Ana Caro Mallén de Soto, although there is evidence that she wrote many more, and that these were performed to rapturous reception both in Madrid and Seville. as divinely decreed. For, as the plays of the period demonstrate, the Baroque comedia tends not to carry its Neoplatonic inheritance lightly. 18 In practical application, Platonic theories of universal harmony are transferred into a Christian social context, wherein the rejection of love by the 'esquiva' ('as an integral feature of universal harmony') equates to a two-fold renunciation: of her place in the social hierarchy (as wife and mother), and of a philosophy of life that sustains that hierarchy. The re-alignment of the 'disdainful' female with order and nature was, therefore, essential and was generally symbolized through marriage. 19 McKendrick acknowledges that the complexity of motivations for 'esquivez' may vary from one dramatist to another, but that all subscribe to the same basic tenets: 'even Doña Ana Caro, whose El conde Partinuplés […] is the only play […] in which a woman depicts a "mujer esquiva" '. 20 Yet subsequent responses to the play have struggled to accommodate the predicament, motivations and actions of Caro's protagonist, the Empress Rosaura, within McKendrick's model. 21 Is she cast against type or is character 'type', in this case, a distracting (anachronistically-imposed) red herring? Alternative theories would let us break out of the mould. Following Butler's frame work for identity performativity, for instance, we might explore to what extent the narrative of Rosaura's role pre-exists its playing at a particular point in time, 22 and consider whether her engagement with historically-authorized practices constitute acts of repetition and/or resistance. 23 account how dialogue constructs identity as reflective and constitutive, 24 and so acknowledge how certain theatrical techniques allow for the transcendence of pre-given discourse (those that 'mask' the 'I' or blur 'I'/'other' boundaries, such as the use of portrait, disguise or role assumption). In the transformative space of the stage, 'going with' the inscribed script is illusion, 'going beyond' it as elicited by active, embodied, engagement, is elusion, or, to 'transform' a more familiar label, we might choose to call this 'esquivez'.
The analysis that follows will probe how aspects of this more fluid approach to inscription and transcription coalesce in the character of Rosaura, often considered a figural analogue of Caro herself, 25 though I will also consider (as appropriate to the dialogic dimension of theatre), relationality and recognition (as a double-edged act in itself). Rosaura will emerge as the play's elusive 'star performer'-dissatisfied with an assignment inscribed with contradictory stimuli, but who consents to participate reluctantly and then to transcribe her performance on her own terms. 26 As we shall see, at the core of Caro's play is the sense of life apprehended in mirroring, to recognize and be recognized, but also an awareness of reflection as reiteration, provisional, subject to revision, renewal, and, above all, referral to the exigencies of space, time and the comingling tensions of reason and instinct. Self-knowledge, as performed by the characters in El conde Partinuplés, cannot accept fixity, nor find a way through the real via a skin-deep skimming of the surface. The challenge is always to measure lack with lack (matter that seems deficient in meaning, spirit that falls short on the real), to mediate both inner and outward perspectives, to take the indirect route to knowledge by decoding the signs along the way; signs that are in themselves provocative allegories of linked 25 There is much speculation around biographical data (in fact although Caro is referred to as 'la décima musa sevillana' it is unclear whether Seville was her natural or adopted home), but one thing emerges clearly-Caro was, as Luna has evidenced, a writer 'de oficio'. See Lola Luna, 'Ana Caro, una escritora "de oficio" del Siglo symbols. Firstly, however, before turning to a brief review of the play's critical reception, let us recall how the plot of the play contrives to foreground the dyadic relationship of recognition and identity that informs the principal characters' subjective negotiation of their world (a process of encounters that appears ultimately to be resolved in a compromised 'in-between' state of becoming, selves that are never wholly individual nor collective). 27 In Constantinople in an undetermined present, the Empire is collapsing in chaos. 'Sucesor pide el Imperio' (1) There is pressure on the unmarried Empress, Rosaura, to marry in order to produce an heir. It is an 'obligación' that she recognizes, reluctantly, and accepts-despite a prophecy that had foretold the downfall of the realm through the treachery of a suitor. But this is acceptance on Rosaura's terms. She requests, and is given, a year in which to find a husband. The predicament is postponed in an attitude of 'resolución heroica', managed by magic, resolved ultimately in marriage. Rosaura's cousin Aldora presents a vision of possible suitors from which Rosaura identifies 'el conde Partinuplés' as the object of her affection. He encounters her initially in a series of simulacra: portrait, wild beast, hologram and then in the sumptuous surroundings of a 'castillo bellisimo', as a mistress whose voice he can hear, but is not permitted to see. He does not appear to recognize this female presence as the origin of the image that had provoked his rejection of Lisbella, his cousin and betrothed. 'Si me buscas, me hallarás' (633), the image challenges him, a riddle reiterated in chorus by the castle's invisible choir. The call and echo, aided in no small way by the misogynistic rantings of his servant Gaulín, release the curse of Psyche, Orpheus, Actaeon and Eve-the very human curiosity to see what is desired and withheld. The sleeping Rosaura is illuminated, revealed, recognized and betrayed. 'Muera el conde' (1722) is Rosaura's response. Magic intervenes again. In a new 'invención', Aldora disguises Partinuplés for a role in the 'torneo' that will produce a victor and husband for the Empress. Rosaura sees, but does not recognize the Conde, '¿quién sois caballero? (2084) He reveals himself, is recognized and ambivalently claimed, 'Yo soy tuya' (2092). 27 In a recent Kierkegaardian-inspired reflection on the real as repetition, Catherine Pickstock offers the following understanding of the human being's subjective investment with reality: 'We negotiate the world through the process of recognition. This means that we must, at every turn, identify anew everything that we encounter'. When this process is impeded or blocked, she suggests that we are lost in confusion, which at its most extreme results in a loss of sense of self. External acts of recognition and access to self-knowledge are therefore interdependent components of an ontological circuit: 'Without knowing who we are, we cannot know which paths to take, which turn is ours, nor what we are to do when we arrive. And without a sense of the roles that we are to borrow or the masks we are to assume, nor the anticipatory maps of space to be encountered and scripts to be performed at future moments […] we cannot reflexively identify our own subjectivity and perhaps can have no sense of selfidentity at all' (Catherine Pickstock, Repetition and Identity [Oxford: Oxford U. P., 2013], 1). Despite McKendrick's dismissal of the play as 'extremely bad' (in 1906 Milton A. Buchanan had referred to it a little more positively as 'mediocre'), it has been the object of substantial critical scrutiny since the 1970s, impelled in great part by the production of modern editions (Luna, Delgado and Scott Soufas) and by bio-bibliographical studies like that of Amy Kaminsky. 28 Two responses have dominated critical enquiry, both of which might be located along the axis of intertextual, intercultural and ideological inscription: on the one hand, analysis of the play's imaginative re-conceptualization of source material and, on the other, discussions that prioritize a gender bias or protofeminist perspective. There is some inevitable entanglement in these approaches, areas of ideological concurrence, but also of contradiction between and within them. Most attention has focused on the play's relationship to the anonymous twelfth-century French chivalric romance Partonopeus de Blois (1188), and to the frequently reprinted Spanish prose translation of 1497 (Seville), although the kernel of the plot, a woman's use of magic to entrap the object of her desire, has roots that go back to the fairy mistress of Celtic folklore and beyond. 29 The French chapbook is considered a particularly significant intermediary for it is within this frame work of romance that the 'invisible mistress' plot rewrites the gender roles of the Cupid and Psyche myth (the longest interpolated tale of Apuleius' Metamorphoses) and overturns misogynistic narratives that had held sway for centuries. The curiosity of Psyche is a shifting sign in Apuleius' narrative that links the beautiful object of Cupid's affection to the protagonist/narrator Lucius, whose transformation into an ass is the result of a potent degrading combination-sensual infatuation (of a slave girl Photis) and debased curiosity that takes him towards magic and away from the higher mysteries for which he had been prepared. Transformation of this 'improspera curiositas' into the tragic flaw of the chivalric hero, was a much more radical redirection of the weaknesses of Eve and all her mythical descendants than Fulgentius' fifth-century Platonizing allegory. 30 Interestingly, the tendency among modern commentators has been to accept Caro's engagement with the gender dynamics of the myth as mediated by the French chapbook, despite the popularity and availability of Apuleius in the period, and the coincidence of several conceptual components that inform symbolic interaction in both the play and in its mythical model: among these, women competing in the realm of simulacra (Psyche/Venus; Rosaura/Lisbella); shared shifts in perspectives of curiosity and envy, and the sense of life as a series of nonidentical repetitions and/or of 'testing grounds', imagined and real, where 'being human' rises and falls, dependent upon the choices made. 31 Commentators have been keener to engage with Caro's more explicit redeployment of contemporary models, to acknowledge some intertextual merging with Lope's La viuda valenciana, but to linger longer over the presence of Calderón's La vida es sueño as a destabilizing hypotext. 32 Almost without exception, critics have scrutinized Caro's choices of dominant model and deviations from identified antecedents as indicative of authorial purpose, ranging from role inversion as reflective of the female author's own relationship to the text (Rosaura as analogue, Aldora as analogue, both operating in this role together) to the appeal of an anonymous antecedent for a female author interested in writing back against, and into, literary lineage. 33 Notwithstanding Delgado's more idiosyncratic reading of 30 Fulgentius read the Metapmorphoses as platonic, redemptive, allegory, as the drama of a soul lost and found. Most recent commentators agree that the story of Cupid and Psyche has a special significance for this interpretation of the text. However, the less than smooth integration of Platonic duality, as well as the conflicting conclusions of the ending, suggest that the didactic purpose of the text was 'far from straightforward'. See, for instance, Paula James, Unity in Diversity: A Study of Apuleius' 'Metamorphoses' (Hildesheim: OlmsWeidmann, 1987), 126. I have consulted the following edition: Apuleius, Cupid and Psyche, ed., trans. & intro. by E. J. Kenney (Cambridge: Cambridge U. P., 1990).
This is an
Author's Accepted Manuscript of an Article published in the Bulletin of Spanish Studies online November 2015, print, spring 2016] [copyright Taylor & Francis], available online at: http://www.tandfonline.com/ [Article DOI
This is an Author's Accepted Manuscript of an Article published in the
31 In Apuleius Psyche as human simulacrum of Venus calls the latter's immortality into question, renders pointless the judgment of Paris and consequential suffering, and is the catalyst of the deity's envy that drives the narrative. Only by overcoming the trials set by Venus can Psyche transcend the human flaws that have impeded her throughout and attain immortality in union with Cupid.
32 Juan Luis Montousse Vega, following Genette's theory of hypertextuality, argues for a reading of the play derived from a single transformed source (' "Si me buscas, me hallarás": la configuración del discurso femenino en la comedia de Ana Caro El Conde de Partinuplés', Archivum, [44] [45] the play as an allegory of Philip III's relationship with Lerma, 34 these genderbiased readings fall into two camps: those who contend that the play argues for a potent female agency and for an alternative feminine configuration of authority, and those who point to the resolution in conventional marriage as a compromise with patriarchy, and thus as a disturbing re-inscription into the norm. In short, these binary positions struggle to account for Rosaura's falling short of an ideal (María Cristina Quintero points to what might be considered her 'less than admirable' behaviour). 35 It is a notion that each group 'fixes' in different way. For instance: a dominant strand of thought implicitly and/or explicitly follows McKendrick, and, cognisant of comedia's social stratification as an expression of Neoplatonic inheritance (often grafted onto Petrarchan metaphorics), and operating within a Christian social context, emphasizes how natural order requires female acceptance of a subordinate, silent role, confined to the realm of the domestic (supported by, among others, the writings of Thomas Aquinas, Fray Luis de León and Luis Vives); an alternative view has been sensitive to Rosaura's possible alignment, or not, with exceptional, exemplary historical female counterparts, such as the two Isabels, of Spain and England; 36 or has argued for the female character's uniquely ventriloquizing role for the voice of the female author, and, by extension, the 'distinctive' group of which she is a member. None of these various impulses 'trouble' gender in the way that Butler (or indeed, perhaps, Caro) might have wished, for at their core is an implicit acquiescence with a notion of female selfhood (the individual woman) as a stable subject, a member of some form of homogeneous grouping, and bearing the burden of that inscription. For most commentators Rosaura either renegotiates or conforms to this conditioning. Only in Luna's study of the play, does one sense an intuitive awareness of the problems inherent in this partial construing of authorial intention that is circumscribed within the category of 'inscription'. But her response is to propose an alternative demarcation, to separate the inscribed from transcription in Hubert's pure use of the term, to argue for the superiority of semiotics, and so to focus her analysis on the visual, and the potential significance of spectacle. My contention is that only a synthesizing approach to Caro's play that integrates inscription and transcription (and so illusion and elusion), will accommodate the terrain of conflictive relations among women (in the rivalry between Rosaura and Lisbella), as well as woman-woman alliance (Rosaura-Aldora and finally Rosaura-Lisbella), allowing for a reshaping of the 'res' that is 'mujer'-the substance of the ideal-and thus reaffirming the notion of multiple embodiments of ideological markers, such as heroism, rather than myriad reflections of an established fixed notion.
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We come now to the enigma that is Rosaura: At this climactic moment of the final act, the 'curious' Conde has made the mistress visible, and he contemplates the chimerical ideal with a less than perfect apprehension of the world. The mythical sphinx of Thebes had demanded the answer to a seemingly simple riddle that was handed down to her by the Muses; a question aligned appropriately with the hybrid qualities of the winged creature who asked it: 'what has one voice, becomes four-footed, two-footed and then three-footed?' To fail to answer correctly was to be devoured by the monster. Only the hero Oedipus had the power to resolve the riddle and, in so doing, to demonstrate the human being's special aptitude for symbolic action. Much has been made of the riddle of the sphinx: it has been variously interpreted as man's confrontation with, and resistance to, the seductive enigma of women, the triumph of masculine principles of reason over feminine principles of nature, as a celebration of artistic mastery (the emulative artist who grapples with the mysteries of the Muses, locking the gaze of a monstrous tradition with vital consequences), and in its broadest terms, as a figure for allegory itself. There is another way of thinking about this that has implications for how we might see it projected in Caro's play. Oedipus' movement through the literal surface of language to access the trajectory of being (the child on all fours, the adult erect and in his prime, the old person stooping to the cane), is not an epistemological one that privileges the answer, but an ontological move that dramatizes a Spanish Studies To date Rosaura's human imperfections have been accommodated by critics via the compensatory mode of Aldora's magical interventions. Following Ordoñez's lead, for instance, several commentators have read 'anxiety of authorship' into the more self-conscious illusory aspects of the drama, finding in Aldora's mise en abîme, the makings of an alternative female economy, a fantasy of power wherein the prevalent social grammar which rejects woman as subject is radically reversed. 46 Aldora's involvement is understood as either a temporary inscription of authority and/or a commentary on the creative process wherein female creativity is illuminated as a springboard to potent performance. Quintero is representative of this approach: 'El conde Partinuplés is a play written by a woman which dramatizes women looking and holding the look, women desiring, women manipulating courtship and marriage on their own terms'. 47 The metatheatrical strategies of the play are thus evoked to counteract the perceived problem of Rosaura's alignment with stereotypical female flaws; the weight of audience attention thought to be directed elsewhere. My own preference is to respect the text's insistence on the dialectic of elusion (Rosaura's reluctance to play the part assigned except on her own terms, and to recognize the inscription of envy in these 'terms') and illusion (the mechanism which transcribes emotional response through performance, ultimately legitimizing an alternative epistemological and ethical system). Rosaura's envy is both a critical mode of resistance to empty idealization and an enabling condition whose trajectory moves outwards from the individual ego, through virtual worlds with their own internal laws and fantasies of being, into a public domain of signification. Like the simulacra into which Rosaura herself is transformed, the additional spaces stimulated by Aldora (the hunt in the wood, the boat trip to the castle, the sumptuous interior), are provocatively burdened by intertextual traces (e.g. judgments of Paris that produce no violent conflict; a missing Palinurus that conveys the absence of individual sacrifice [765] ; the castle a Cretan labyrinth (997-1000) that is erotically reconfigured as a celebration of claustrophilia ). Unlike postmodern experiments in creative play where excessive attention to illusionism is deployed 'to mask the absence of a profound reality' 48 the consciously simulated images of the Baroque drama are signs that are never allowed to fall away from substance. As Act II demonstrates, this is most
